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Foreword

The Educational Resources Information Center (ERIC) is a national
infcimation system developed by the U.S. Office of Education and
now sponsored by the National Institute of Edvcation (NIE). ERIC
provides ready access to descriptions of exemplary programs, research
and development reports, and related information useful in develop-
ing effective educational programs.

Through its network of specialized centers of clearinghouses, each
of which is responsible for a particular educational area, ERIC
acquires, evaluates, abstracts, and indexes current information and
lists that information in its reference publications.

The ERIC system has already made available—through the ERIC
Document Reproduction Service—a considerable body of data, in-
cluding all federally funded research reports since 1956. However, if
the findings of educational research are to be used by teachers, much
of the data must be translated into an essentially different context.
Rather than resting at the point of making research reports easily
accessible, NIE has directed the ERIC clearinghouses to commission
authorities in various fields to write information analysis papers.

As with all federal educational information efforts, ERIC has a
primary goal bridging the gap between educational theory and class-
room practice. One method of achieving that goal is the development
by the ERIC Clearinghouse on Reading and Communication Skills
(ERIC/RCS) of a series of booklets designed to meet concrete edu-
cational needs. Each booklet provides teachers with a review of the
best educational theory and research dn a limited topic, followed by
descriptions of classroom activities that will assist teachers in putting
that theory into practice.

The idea is not unique. Several educational journals and many
commercial textbooks offer similar aids. The ERIC/RCS booklets
are, however noteworthy in their sharp focus on educational needs
and their pairing of sound academic theory with tested classroom
practice. And they have been developed in response to the increasing
number of requests from teachers to provide this kind of service.

Topics for these booklets are recommended by the ERIC/RCS
National Advisory Board. Suggestions for topics are welcomed by the
Board and should be directed to the Clearinghouse.

Charles Suhor
Director, ERIC/RCS
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1 Theory and Research

**Oral communication'’ is simply a contemporary term for an old
subject—speech. But vhile the course title may be new, the instruc-
tional approach in the typical speech classroom—that is, the course
content, method, and procedures—remains relatively unchanged. Per-
haps the root of this inconsistency is educators’ reluctance to diverge
too far from the classical definition of rhetoric, with its Aristotelian
concern for content, structure, cadence and style. Educational institu-
tions have traditionally sought to sustain the classical rhetoric core,
while emphasizing the historic development of public address. Too
often, this scholarly approach has lost sight of the primary purpose of
speech—to communicate orally.

In America, political campaigns, war propaganda, and movements
such as women’s suffrage transformed classical persuasion into in-
flamed oratory, and the word ‘‘elocution’ entered the picture. The
clocutionary approach to public address combined the old Greek
notion of “‘speaking out’ with the English emphasis on *‘eloquence.”’
This type of oratory, popular in the 19205, was characterized by
studied gestures and “‘rotund’’ vocal quality. Although elocution in its
most extreme forms eventually became obsolete, dictionaries still tend
to define oratory as **high-flown speech . . . pompous.’’ Some states-
men, scholars, and evangelists exhibiting this style of delivery con-
tinue to serve as models for public address, as they have throughout
history.

Not surprisingly, such definitions and role models generate very
little enthusiasm in today's students, who have been heavily influ-
enced by social psychology, contemporary advertising, and media
personalities such as Walter Cronkite. Leon Festinger’s A Theory of
Cognitive Dissonance (1957), Wilbur Schramm’s The Processes
and Effects of Mass Communication (1971), and Walter Cronkite’s
journalistic integrity, personal informality, and charm constitute
much more relevant points of departure for a modern rhetoric than
the ancient Greeks. In present-day society, there is a need, not for
old-fashioned *‘cloquence,”” but for logical, creative thinking and
articulate expression. Social situations, business, politics, scientific
research, and the arts all require written and verbal skills adequate to
meet contemporary demands. The rapid pace of modern information
fiow demands clear, concise language—instant information exchange
which can unify or fracture global understanding.

The times are changing, and so must the speech curriculum. We
need not neglect the Aristotelian concept of rhetoric. We must instead



combine those time-honored elements of structure and style with the
new cadence of communication:

to unite ourselves with,
to hold in common, and
to exchange thoughts and feelings.

The goal of the studio-workshop approach proposed in this text is
to revitalize the ancient study of rhetoric by incorporating modern
principles of behavioral science, informal information exchange, and
mass media into the Oral Communication curriculum. Before describ-
ing this approach in detail, however, we need to take a look at some of
the basic tenets of communication theory.

Communication Theories: What the Experts Say

When asked, ‘“What is the difference between conversation and
communication?’’ Joseph Staudacher, a professor of rhetoric at
Marquette University in the 1960s, offered the following distinction:
in conversation, you simply ‘‘say something’’; in communication,
you ‘‘have something to say.’’ Staudacher’s definition is apt, but
deceptively simple. Many people believe they have mastered the art of
“having something to say,”’ yet very few are truly effective com-
municators. No one fully understands this elusive concept of
communication.

Ferhaps the best way to begin analyzing communication is to recog-
nize that it is a process to be explored, not merely a term to be defined.
A logical way of beginning this exploration is to take a close look at
the root word and some related terms. Take a minute or two (or ten)
to think about the following:

commune common What are the differences?
community communion What is the common
communism  communicate denominator?

All these words clearly embody similar notions of *‘coming together,”

““joining with,”” and ‘‘sharing."’ The differences are much more

subtle. Is every “‘community’’ a “‘commune’’? How closely associated

are “‘communion”’ and ‘‘communism’’? Might they be synonymous?
The etymology of communication is also enlightening:

[.atin—to impart

French—to hold in common

Old English—to share

Contemporary English—to transfer, transmit



Some language studics provide an interesting addendum: *‘to convey
or transfer something intangible; to make common to all what one
presently possesses.”” Notice again the subtle but vital differences in
these definitions.

David K. Berlo’s communication theory draws these fragments
together into a unified system, pictured in the diagram below.

—a—
- T
Sender ——— Message ———» Channel ~——— Receiver

The arrows are important because they visibly demonstrate the cycli-
cal flow of communication: **Who says what to whom, through which
channel, with what success?”’

On the surface, Berlo's theory seems quite clear. In actuality, his
communication model oversimplifies the process by making too many
assumptions and taking certain intangible elements for granted. A
comparison with the field of science will help clarify this criticism. To

- beginwith, no capable scientist would think of mixing chemicals until

he/she knew the component parts of each. Having analyzed the
properties of the chemicals, the scientist will meticulously determine
the probable result of their combination. Only then will a carefully
controlled experiment finally be conducted. This type of precision
prevents laboratory and ecologival caiastrophes. Unfortunately, in
communication, such safeguards are rare. Every day, hourly encoun-
ters mix the chemistry of human beings with little or no regard for
potentially insoluable factors. As a result, catastrophes occur. We
dismiss explosions of anger (¢.g., international crises) and implosions
of pain (e.g., divorce and child custody) as *‘breakdowns in communi-
cation,”’

In any process, elements interact, a transformation occurs, and a
new product results. Berlo's model designates the elements of com-
munication. However, we must not lose sight of the fact that
communication involves Auman elements, which are nften unpredict-
able. In order to analyze each facet of the process, and determine what
transformation will result from the interaction of these individual
components, we need to pay careful attention to the ‘‘intangibles’’
referred to earlier. Dividing communication into three phases may
provide us with a road map through the maze:

Phase 1: to commune with self
Phase 2: to interact with the environment
Phase 3: to transact with others
To commune is to think, to ponder, to get in touch with self. As
communicators, we must realize that our thoughts circumscribe our

world. Have you ever thought about your thoughts? Where are they
most of the time? On what topics, what persons, what events do they
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center? Are they most cften pleasant and positive, or glum and
inhibitive? Thoughts are our only constant companions. They defi-
nitely affect our dispositions, choices, and encounters with others.

Parapsychologists suggest that our psyche {inner force) controls not
only our knowledge but our physical and psychological healili. Serr-
image is the beginning of communication. If you do not consider
vourselt good company, then why should anyone clse want you
around? Some of the games suggested in the next chapter should help
develop selt-awareness in students. Eric Berne and Thomas Harris
also have several good, readable books on the subject. Harris® I'm
O.K. —You're O.K. (1967) and Bernce's Games People Play (1964) are
among the most popular.

T'he second phase of communication, interacting with the environ-
ment, means coming out of one’s self —developing a keener awareness
of the outside world. The old railroad warning sign is an apt com-
mand: 'Stop. T ook. Listen,”” Man/woman is the only creature who
Fails to listen with the whole being, Watch a rabbit listening for the
approach of a predator: The eyes roll almost to the back of the head,
nostrils flare, fur bristles, feet grip the carth for signals. In short, all
the senses streteh to capture and interpret environmental clues, We
need 1o train ourselves to take time to read the signs—the beautitul or
alarming ones in nature, the receptive or rejective ones in people. Don
Fabun, in his book Communications: The Transfer of Meaning
(1974), makes the following observation on environmental interac-
tion: * The particular place you are in, and the direction you choose to
ook, decide what experiences you are going to have.” He uses John
Godfrey Save’s delighttul parable of The Blind Man und the Elephant
as an esample.

Gestalt therapy, one of the more successtul approaches to under-
standing human behavior, stresses contact with the reality of the
moment-~interchange between one's inner existence, the environment
{or sense world), and the inner existence of the other., Dr. Frederick
Perls, its founder, frequently interrupts heavily defensive verbal en-
counters with a set of commands designed to shift the focus from
persomal grievances to the interaction process itselt: **Never mind
that. What is happening here and now? Look at the posture. Listen to
the tone of voice™ (Perls 1951), This approach clearly implies that the
most important part of the interaction is not the words but the
actions, the inner and outer tensions from which the words spring.

Ihis brings us to the third phase of communication, transaction,
which should culminate in the actual transmission of ideas., Now we
must deal not only with self-image, environmental awareness, aod
consciousness of othiers, but also:

what the sender wishes to convey—message;
how the sender wishes to convey it-—channel;

how the message is perceived—receiver.

RIC g

Aruitoxt provided by Eic:



Too often, in private and public enccunter, three or four messages
evolve:

what the sender’s words mean to him or her;
what the sender’s words mean to the receiver;
what the sender’s nonverbal language signals;

what the sender perceives from the nonverbal language of the
other.

To illustrate the complexity of meanings attached to even the
simplest terms, have students look up the word *‘run’’ in any large
dictionary. Better still, ask four people in your present group what
their experience of the word *‘grandmother’’ is. Fabun suggests that
the meaning is not in the word but in the person using the word. The
silent lang 1ages, or nonverbal exchanges, encompass cultural differ-
ences of color, time, space and significance, such as Oriental courtesy
or the Latin American time sense of ‘“‘manana.'’ To further compli-
cate matters, we often say one thing while our body language sends a
conflicting message. In such situations, the old adage, **Actions speak
louder than words,” certainly applies, since nonverbal messages can
confuse or ¢ven completely block out verbal ones.

The importance of the message channel, the medium for transmis-
sion, is highly underestimated. Whether an interview occurs by mail,
phone, tape, film, or in person alters the whoie atmosphere and effect
of the transaction. The focal point of a transmission is altered,
depending upon whether the message is designed for live theater, radio
or television. Other considerations which affect channel choice are:
Wio is the audicace? Where are they? What medium do they use most
frequently?

The difficulty ¢i transmitting ideas accurately and successfully is
perhaps best summed up by the Navy's familiar broadcast response,
“*Message garbled in transit.”’ The computer counterpart is *‘garbage
in—garbage out.”’ Credibility, clarity of ideas, appropriate language,
emphasis, unimpeded technical transmission, and elimination of
external and internal distractions all influence message reception.

Broadcast Journalism as 8 Model for Public Communication

Radio and television originated with a dual purpose: to inform and to
entertain.  Electronic broadcast journalism—i.c., lectures, paneis,
symposiums—embodies both of these goals. On the one hand, the
public’s desire for information has led (o the development of broad-
cast journalism on an international scale. At the same time, newscasts
are designed to maintain optimum audience interest and response,
plaguing the purists who insist that good news should be objective. In

~ fact, and in practice, all news is selective. The information gathered

10
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depends upon the reporter’s perception, the time, the locale. The
choice of message channel and target audience affects transmission
and reception of the information.

Bror.dcast news today is commentative at best, and editorialized at
worst. Power, politics, profit, and even *‘good video-film footage’ all
play a part in news selection. Third World countries, woefully
neglected, feel this selection process acutely. They continue to struggle
for international news regulations to provide more balanced coverage.
Why, then, choose broadcast news as a model for public commu-
nication? Besides examples of professional delivery, like Walter
Cronkite’s, broadcast news offers three vital elements essential to the
study of oral communication, which in turn may be broken down into
subcategories (see Figure 1).

Clear Format
The topic—research
Process The source—credibility
The language—appropriateness
The organization—form and function
Product The model—time limit, transitions,
contrast
The delivery—anchor person,
commentators

Available Models
news reports
interviews Information
features
editorials Persuasion
reviews
commercials Entertainment

Mass Audience
individual Private
family unit
city local
state
country national Public
world international

Figure 1. Elements in Broadcast News

The TV News Approach to Oral Communication studio-workshop
focuses on two immediate goals:

1. aresearched, factual, clearly expressed message
2. an articulate, confidci.t, convincing oral delivery

11



The workshop format includes:

one unit for each of the types of journalism used in radio and
TV news;

instruction in the format, writing style, and delivery of each
journalism type;

assignments in research, observation, and preparation—with a
typed script and private oral practice;

presentation tofore the instructor, class, and TV camera;

videotape replay, constructive criticism and selection of the most
professional performances.

In the final weeks of this one-semester course, the class is divided
into groups of cight to ten students. The task of each group is to
design and produce a twenty-minute videotaped newscast. Students
select roles, utilize materials already presented and corrected in
previous classes, and establish a format based on live TV models. The
procedure requires careful research, professional journalism, and
dynamic delivery. Opportunities for interpersonal interaction abound.
Students must select presentations, choose anchorpersons and com-
mentators, design visuals for logos and captions, prepare skits for
commercials, ar. struggle for balance and contrast in their final news
tape.

The student videotapes may be produced in the presence of the
entire class or privately, but in cither case the completed tapes are to
be viewed and critiqued by the teacher and class. This project, which
constitutes the final evaluation for the class, reflects a major commu-
nication event that involves most of us on a daily basis. This event—
the television newscast—becomes the model and procedure for
developing oral and written communication skills.

The studio-workshop approach rests on several simple and direct
premises: (1) units are complete and self-contained, but deliberately
skeletal; (2) instructors and students must complement the outlines
with supplementary material; (3) format analysis, preparation, and
organization of broadcast copy precedes and supports on-camera
periormance; (4) viewing and discussion of local and national news-
casts is essential,

Though attention to technical detail appears in the Practice section
of this book the TV format is, after all, only a means to an end. The
goal is to achieve effective oral communication through careful atten-
tion to content (something to say), context (time, locale), and cha:.ael
(medium chesen). Add to this, confidence—that is, professional deliv-
ery. No language is strong enough to stress what experience soon
teaches. The spoken word differs radically in construction and tone
from the written message. No matter how brilliant the idea, compli-
cated sentence structure destroys the message. The organization of
subject matter depends upon the audience. The language must be

12



nersonal and the sentence structure simple and concise. In their book
Guidelines for Efjective Writing: Qualities and Formats (1978),
Walter Lubars and Albert Sullivan observe, **You can write in simple
prose and still not be chiiaish: Hemingway did, and Robert Frost did,
anrd Lincoln, Elizabeth Barrett Browning, and the psalmists did. No
one ever complains that they are, or were, oveisimplifying.’’ The tame
advice can be applied to the spoken word, which should always be
conversational, whether the audience is composed of one or one
million.

In summary, the TV News Approach to Oral Communication
studio-workshop:

outlines study units according to form, process, and product;

requires critical analysis and adaptive u.¢ of broadcast-news
modecls;

demands attention to content, context, channel, and audience;
encourages initiative, originality, and teamwork;
assures development of written and oral communication skills.




2 Practice

This section will begin by offering a number of exercises which may be
done in class to help sharpen communication skills and get students
acquainted with sne another. A semester syllabus for the TV News
Approach to Oral Communication studio-workshop is then presented,
followed by the seven units to be covered in the course. Each unit
includes its own set of exercises and specific assignments.

Communication Games

Many clements influence our ability to communicate effectively, but
the following are particularly important:

positive self-image,

trusting relationship with others,

careful observation of nonverbal cues,

accurate interpretation of visual and verbal imagery, and
vocal development.

The series of individual group exercises and games contained in this
section will focus on the above elements. Some or all of these exercises
shculd be conducted in class, and their communication implications
discussed.

1. Image and Movement
A.Self-Image

1. **Who am 1?7’ Exercise

a. Have students quickly jot down six terms which answer the
question, *“Who am 17"

b. Instruct the students to analyze what they just wrote. Did
they stress career, sex, status, or other tvpes of personal
identification?

¢. Ask class members to read some of thuir terms aloud.
Discuss which self-identifications seemed particularly
appropriate, surprising, puzzling, and so on.

2. Now, direct studenis to pair up with someone in the class
whom they already know, and perform Exercise #1 again—
but this time, everyone should jot down six terms identifying
their partners. These lists can then be compared with the ones
written for Exercise #1, to see how class members’ self-images
differ from the way they view each other.

14
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3. Have each student fold a piece of typing paper in half. On the
left-hand side of the paper, everyone should rapidly list
twenty things they like to do. In the right-hand column, the
following questions should be answered about each item:

a. Do you prefer doing this Mark: Aor O
alone or with others?
b. Does this cost monev, oris Mark: Mor F
it free?
¢. Does this activity take place Mark: lor O
indoors or out?
d. Would you enjoy doing it Mark: Yes or No
during your retirement?
e. When was the last time you Mark: two days ago,
did it? one month ago,
two years ago, etc.
Ask students what kinds of things they learned about them-
selves from this experience.

4. Let class members be their own psychologists by trying an ink
blot test. Each person spills a little ink on a sheet of paper,
folds the paper in half, presses down on it with his or her
hand, and opens up the paper. Have students take turns
describing their own and each other's images. Discuss similar-
ities and differences in their perceptions and interpretations.

B. Personal Space Encounter

1. As a homework assignment, ask students to enter any room
on campus (perferably a classmate’s), and observe the sur-
roundings carefully with all their senses. They should then list
and interpret their findings. What conclusions can they make
concerning the person who lives in this room?

2. Suggest that students deliberately sit with a group of people
they do not know the next time they enter the cafeteria.
Encourage them to graciously introduce themselves, and use
all their senses to pick up the interpersonal vibrations of the
group (this would include group members’ relations with each
other, as well as their response to the newcomer). In reporting
back to the class, students should compare this experience to
sitting in the cafeteria with their own friends.

(For the remaining exercises in this group, clear a large floor

space. The best procedure is to divide the class—half should be

participants, and half observers.)

3. Have students sit in twos, facing each other. Instruct them to
converse, suggesting they introduce themselves, discuss
mutual interests, ask questions, and so forth. Once the
conversations seem to be esteblished, talk participants
through the following set of directions:

a. At the instructor’s command, turn your backs to on¢
another, continuing your conversation,

15
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b. At the instructor’s command, stop talking. Shut your eyes
and find another partner in silence, using your senses of
touch and hearing.

¢. When you find a new partner, continue to sit back-to-back
with eyes closed. Begin a conversation with this new
partner.

d. At the instructor’s command, open your eyes. Finish your
conversation (within twenty seconds).

Now, let both participants and observers comment on their

actions, reactions, thoughts, and feelings during this

experience.

4. Have participants and observers switch roles, and direct the
new group of participants to lie on the floor in a circle, with
their heads toward the circle’s center. Specify that they should
stretch out, leaving ample space between themselves and
those lying next to them. After everyone is comfortably posi-
tioned, issue the following instructions:

a. Close your eyes. Relax. Think about and feel your
breathing.

b. Keep your eyes closed. As the instructor gives a series of
physical relaxation commands, follow them without any
uneasiness.

¢. Starting with the fee* and progressing leisurely to the head,
alternately tense and relax individual sets of muscles. For
example, tighten up your feet muscles, hold them tight,
relax. Tighten up your legs, hold them, relax. Do the same
with stomach, rear end, back, arms, hand, shoulders,
neck, and face muscles.

d. Now, think about your breathing again. Breathe easily,
peacefully, and relax. (The instructor will quietly count
five slow breaths.)

e. Keep your eyes closed. Reach out slowly with your left
hand and take the hand of the person next to you.

f. With your eyes closed, and holding hands, slowly sit up.

g. Now, open your ¢yes.

h. Turn and face the person to your left. Sit, gently touching
hands and/or kneses. Introduce y urself. Converse.

The instructor should stop this final conversation after about

twenty seconds, and discuss the exercise with participants and

observers.
C. Nonverbal Communication

1. The purpose of this exercise is to try to convey simple mes-
sages via posture, gestures, muscle tension, and facial expres-
sion. Have each student in turn come to the front of the group
and present his or her nonverbal message (e.8., a shrg of the
shoulders). Quickly call on someone to identify the message.
If the intent is not clear, have the participant think about his

16
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or her performance for a few scconds and try again.

2. Play a game of charades with the class. Afterwards, discuss
the types of nonverbal behavior manifested, and their degree
of clarity.

D. Interpretation and Imagination

1. Select helf a dozen simple words or phrases. Place them
where the group can see them clearly. Have students read
these aloud, combining emphasis, vocal tone, and body
movement to convey varied meanings. For exampls,

a. “look”’
astonishment
excitement
anger

b. ““close the window’’
request
command
terror

2. Choose a group of simple action words, such as stamp, clap,
push, pull, nod, turn. Ask students to demonstrate each of
them. Then choose more complex actions—such as stretch,
soar, sprinkle, ooze, shatter, spring—and have class members
€nast these,

3. Select a ssmple but unusuai picture from a magazine, book,
iib-ary file, or personal collection. Ask for three volunteers to
come up, silently examine the picture, and determine how to
describe it. Send two of the volunteers out, asking them not
to converse with each other. Let the one remaining quietly
describe the picture viewed to the group. Cail each of the
other two volunteers back irto the room separately. Allow
each in turn to describe the picture to their classmates. Now,
show the picture to the entire group. Discuss selective percep-
tion, symbol interpretation, and word meanings.

11. Vocal Mechanism and Breathing
A. Yocal Mechanism
I. Using a simple diagram and a description of the vocal mech-
anism (for example, Speaking in Public by Anita Taylor,
Chapter 8, pp. 162-168), have students take the time to locate,
with serious awareness, each of the following organs in their
own anatomics:

larynx nasal chamber
trachea palate
lungs mouth
vocal folds lips
diaphragm tecth
esophagus tongue
windpipe jaw
Qo Emphasize the fact that these organs are the tools of voice
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control. (Related exercises appear in part B of this section.)
2. Assign students to look up definitions for:

rate projection quality (tone)
volume pronunciation emphasis
pitch articulation phrasing

Discuss how these voice factors relate to the anatomical terms

listed in Exercise #1 above.

3. Choose excerpts from the courtroom scene of Shakespeare’s
Merchant of Venice (or any play of your choice). Direct the
class in acting oc! these scenes, for purposes of exercising
posture, body tension, rate, quality, projection, etc. Encour-
age class members to help one another recognize and improve
these public performance skills.

4. Gather from the group a list of common campus elisions, not
found in any dictionary, such as ‘“Whadda ya want?’’ Use
these to discuss pronunciation and/or articulation.

B. Breathing

I. Countless exercises exist for breath control and tone place-
ment. The few described below are adaptations from Reading
Aloud (1966), by Wayland Maxfield Parrish. Talk the
students through these, using the following directions:

4. Place one hand on your chest. Place the other hand on
your diaphragm (between your lower rib cage and stom-
ach.) Breathe slowly and a bit more deeply than you
normally would. What comment can you make about the
motion your hands feel?

b. Simulate a yawn. Repeat two or three times. Retain the
throat relaxation which follows.

¢. Take a deep breath., Exhale in quick staccato segments
(similar to panting) as you softly say the five vowels, a, e, i,
o, u. Inhale in the same fashion. Note what happens to
your lungs, diaphragm, throat, and vocal aperture.

d. Inhale deeply and then release your breath while softly

« intoning the sound, ‘“‘ah.” Do the same exercise with
“mm’’ and ‘‘nn.”" Repeat all three and note the breath
tensions and the position of jaw, lips, teeth, and tongue.

¢. Repeat rapidly, in sequence of four, each of the letter
sounds for b, p, f, and s. Note the breath tensions and
the vocal placement. (Stop to consider the problem of
“*plosives”’ and “‘fricatives’’ in microphone use.)

f. Relax the throat and jaw muscles. Push from the dia-
phragm. Chant the following with a slight breath intake
before each groap:

ha, ha, ha—ho, ho, ho—ha, ha, ha
ho, ho, ho—ha, ha, ha—ho, ho, ho
Now drop the h, chanting the vowels alone. Avoid throat
o tension and glottal blocks.

ERIC
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tmpromptu: Intelligent Ad-Lib

After your students have played some of the encounter games detailed
in Part 1 of the Practice section, and tested their vocal mechamsms via
the exercises in Part 11, they may be ready to try an “imprompi.
talk.’* This exercise is an effective way to measure how many *‘ic~al’’
vocal and physical characteristics seem to come naturally to a particu-
lar speaker, and which ones need the most improvement.

An impromptu talk is given on the spur of the moment. The
instructor assigns topics in class (perhaps the most efficient approach
is to place single topics on a series of index cards). Each student will be
given a topic and ailowed one minute to prepare. To ensure organi-
zation and coherence, suggest that students follow a simple outline
procedure for cach subject:

1. Define it (history and background).
2. Describe it (various models, shape, size, color).
3. Discuss its importance or uses.
In adc!iliun, students should be given the following guidelines for
preparation:
Use your imagination.
Push the idea around in your head.
Think of as many ways as possible to address the tepic.
Assume you are speaking about it to someone totally unfamiliar
with it,
Select one specific route to follow.

Use the outline offered or some other framework to kecp your
thoughts flowing and organized.

Ask a question. Use a quote, a cliché, a line from a song, or
anything that fits.

Keep the speech lively and interesting.
Try to use body movement and facial expression to convey
emphasis or emotion.

The following is an example of an impromptu talk given bv a
student. The topic is obviously *“Pills.”” Ask class members if they can
envision what kind of body movement accompanied this speech.

Pills are small, round. or oval objects which we usually take
with a glass of water. They come in several sizes and colors, Some
can be purchased only with a prescription. Others are on the
Jhelves of drugstores, Pills are chemical compounds, and that's
why they're called drugs.

19
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Speaking of drugs reminds me of some modern street phrases
which most Americans now recognize, like “pill pusher” and
**pill head.’’ These names refer to heavy drug users, who are into
‘‘uppers”’ and ‘“‘downers.”” College students and athlet=s have
been in a lot of trouble lately for using these types of pill..

Most people use pills to get rid of headaches, or to stay awake
to study for exams, or to go on a diet. I guess pills are necessary,
but we have to be careful how we use them. For most of us, that’s
not too hard, because pills don’t taste very good. Maybe that’s
why my grandmother used to say, ‘‘Don’t be such a pill.”

The TV News Approsch to Oral Communication Studio-Workshop

Single-Semester Syllabus

The following schedule, based on a fourteen-week semester, assures
students of seven opportunities for oral presentation. Experience indi-
cates that the initial study of theory and concepts requires two full
weeks. Thereafter, the schedule allows an interval of eight to ten days
between each studio presentation, Mandatory reading assignments,
noted here, and preparatory written assignments listed at the end of
each unit complement this text. Videotaping and reviewing are an
essential part of the program. Outside reading, which is strongly
recommende” provides a contemporary context for student discus-
sion on numerous communication issues. The syllabus demands con-
sistent effort, but does not overburden the average learner.

Class
Session Topic
| Introduction to syllabus

Assignments

Assign appropriate readings
for the course

2 Discuss communication
theory

3 “Communication: A
Necessity of Life’ (tape)

4  Communication games and Prepare story
exercises
5 Voice and movement games Prepare story
6  Storytelling Unit One—Ad or P.S.A.
7 Storytelling Draw symbol
8§  Ads: symbol, slogan, copy - Create slogan/copy
9  Process: copy and video Practice ad
procedures
10 Studio presentation: ad Unit Two—News Story

Studio presentation: ad

Unit Two—Exercises 1 and 2

20
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Class
Session
12
i3

14
15

16

17
18

19
20

-
re

22

35

36

37

Topic
Playback/commentary

*Inveried pyramid’’: news
writing
Group analysis: news story

Studio presentation: news
story

Studio presentation: news
story

Editorials: form/substance

L.ogical reasoning/supportive
evidence

Group analysis: cditorials

Studio presentation: editorial

Stu.” ~ presentation: editoral

Pla ack/commentary

Directed conversation—
tvpes/styles

Interviews and t(aping

Videotape of TV news

Studio presentation: interview

Studio presentation: interview

Studio presentation: interview

Documentary report
Film critique
Teams/lineup: TV news

Videoscript: TV news

Studijo presentation:
report/critique

Studio presentation:
report/critique

Studio presentation:
report/critique group
process topics

Studio group process:
procedures

Ciroup process:
symposium/pancl

21

Assignments

Get information on campus
events

Write lead for news story

Revise/practice news
Unit Three—Editorial

Clip editorial

Choose topic, gather evidence
Write editorial

Practice editorials
Unit Four—Interview
Unit Four — Exercise 1

Unit Four — Exercise 2

Choose interview
topic/person

Work on interview

Midterm tape due

Tape interview

Unit Five—Feature Report
Unit Six—Critical Review

Xerox report from Time/
Newsweek/U.S. News

Unit Six — Exercise |
Unit Six — Exercise 2

Gather information
report/film

Prepare report/critique
Unit Seven—Network News

List three topics for

symposium
Facts for symposium

Facts for forum
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Class
Session Topic Assignments
38  Group process: forum Develop TV news

39 Class rehearsal: TV news

40  Studio presentation: TV news
41 Studio presentation: TV news
42 Playback: TV news

43 Playback: TV news

44  Class evaluation

Unit One—Commercial or P.S.A.: An Offer You Can’t Refuse

**Aesop never had a clearer fable. It's heaven and hell brought up
to date: Hell in the headlines—Heaven in the ads; without the

+

other, neither has meaning.’ Source Unknown

Advertising is not only the biggest game in town, but also the basis of
the free enterprise system. The buyer seeks the best deal possible,
while the seller asks as much as he or she reasonably can. Persuasion is
the gual of advertising. No other form of communication is as compli-
cated or as challenging; yet, at the same time, the opportunities for
fun and creativity are limitless. Consider McDonald’s Golden Arches,
Polaroid’s One-Step, and Mobil’s Allegories.

What makes advertising complicated is its intense involvement with
social behavior and human motivation. Human beings behave in
particular ways to fulfill certain deep-seated needs. One simple way to
describe those fundamental human needs, which are the focal point of
advertisers, is through ‘‘Maslow’s Hierarchy.” Social psychologist
Abraham Maslow (1954, 80-92) has classified basic needs into five
broad categories, beginning at the bottom of the pyramid:

Self-
Actualization

/ Esteem \
/ Love and Belonging \
/ Security \
/ Survival \

R2
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Each of Maslow's general categories includes more specific human
needs and desires, such as conformity, sympathy, adventure, loyalty,
curiosity, fair play, sex, reputation, and physical enjoyment. Analyze
any advertisement—print, radio, or T.V.—and discover how the copy
addresses—and sometimes exploits—these needs.

Several other theories explored by social psychologists affect adver-
tising procedures. Consistency theories (c.g., balance, cognitive disso-
nance) state that people cannot tolerate inconsistencies in relevant
values or beliefs. Each person tries to climinate dissonance from his/
her life and restore balance. Advertisers scek out such inconsistencies
and offer new information or alternate approaches to the dilemma.
Professional persuaders work to weaken existing belicfs and/or creatc
a need for new values. A means of climinating the resulting dissat’s-
faction is then proposed—make a change, purchase the product
offered.

One standard procedure for organizing an ad, “The Motivated
Sequence of an Ad Man,”" clearly demonstrates this behavioral
approach to marketing products:

1. Attract Attention (introduction):
Capture audience interest and focus it on the product/message.
Appeal to Need (develop problem):
Convince the audience that a need exists.
3. Provide Satisfaction (demonstrate solution):
Determine what should be done to meet the need.
4. Visualization (graphic illustration):
Show other people, other places which prove the product/
mussage is the solution to the need.
§, (all for Action (conclusion):
Present the punch line, the final appeal for commitment or
purchase.

[ ¥

What makes advertising challenging is its singleness of purpose. In
addition to behavioral psychology, successful advertising demands
knowledge of audience demographics, positioning, symbols, slogans,
and technical requiremenis. These combined elements must point
toward one objective: enticing the consumer to try the product.

Demographics are the social characteristics listed by census takers.
They include such key faces as age, sex, education, occupation, ethaic
background, religion, and political affiliation. Statistical analysis of
demographics provides a guide to what kinds of materials will prove
acceptable and interesting for specific segments of the mass audience.

Positioning refers to the process of obtaining and retaining a promi-
pent market position in the buyer's mind. With 10,000 products on
display in the average supermarket, the goal is to “*get there first,” or

2J
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““reposition the competition.” Two classic examples of positioning
alg:

Hertz: **We're #1.”" vs. Avis: *‘We try harder.”
Coke: **The real thing.”’ vs. 7-Up: ““The un-cola, cola.”

Burger King’s struggle to unseat McDonald’s (the acknowledged ham-
burger chain leader) by attacking the quality of its meat led to a law
suit. Subsequent commercials by Burger King were less defaming,
more subtle and acceptable. This classic example of *‘repositioniag*’
increased sales for both companies!

A symbol 1s a token or sign. The ancient Greeks viewed a symbol as
a token of identity, which could be verified by comparing it to the
thing it stood for. Today, a symbol is regarded as the visible expres-
sion of a concept. Words themselves are symbols. The dictionary
defines symbol as ‘‘an object or act that represents or stands for
something else by reason of relationship, association or convention.’*
Symbols are casier to recognize than to define: a wedding ring evokes
the unity of marriage, a flag represents a particular country, a raised
fist suggests power, a red cross denotes first aid.

Advertising makes extensive use of symbols and often combines
them with slogans. Slogans are brief, striking phrases that characterize
the product and captivate the audience. McDonald’s captured an
unprecedented position in fast-food sales by combining appealing
symbols—the golden arches, Ronald McDonald surrounded by
children, speedy service, and whopping hamburgers—with the catchy
slogan, ‘‘Nobody can do it like McDonald’s can.”’

Effective advertising requires creative thought and vivid command
of language. Other technical elements essential for success include eye-
catching graphics, a superior soundtrack, dynamic performance and
evocative images. All the above components should work together to
generate an offer the audience can’t refuse.

Exercises

1. Have cach student clip an ad from a magazine, and clearly
identify how the ad illustrates the five steps in the *‘Motivated
Sequence of an Ad Man.’’ Discuss the ads in class.

Select a radio and TV ad campaign such as McDonald’s. Ask
students to clearly identify:

the trade symbol,

the trade character,

the product,

the target audience,

the strategy or themes, and

the slogans used.

!’\J
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Assign students to illustrate a trade symbol or a national/inter-
national transportation sign. Have them bring their illustrations
to class, and let other class members try to identify the subject of
the graphic.

Select a public service announcement from newspaner, maga-
zine, radio, or television. Remind students that P.S.A.s enhance
a company’s image. As a group, discuss the similarities and
differences between a P.S.A. and an ad.

Procedures

A.

Assignment

. Students are to write an original sixty-second commercial
(broadcast advertisement), «nd create a visual presentation
based on the copy. A videoscript should be prepared for
the technical director. The commercial should then be
rehearsed and presented in front of the television camera.

Copy Hints

Provide students with the following guidelines:

1. Think language and visuzls together (one predomirates—

one complements).

Address the listener dirccetly.

Present short, precise, visual details.

Enumerate the outstanding features (stress the senses:

sight, sound, smell, touch, taste).

5. Provide time and place of purchase.

6. Repeat product name two or three times.

On-Camera Comment

Most commercials and P.S.A.s constitute a thirty- to sixty-

second drama. Since 90 percent of them are videotaped (some

filmed), a script should always be prepared for the technical

director. Following is an abbrc ‘iated example of such a video-

script.

haalbeadi g

Videoscript

(copies for: technical director, camera person, instructor, cast)
Format: This script, though incomplcte, demonstrates the
format for a 30-second videoscript.

0-10” 1. Full shot of record 1. Bee Gees music.
jacket—Bee-Gees.
107-16 2. Slow zoom to C.U. of 2. Fade music under,
single face on record jacket.  retain. **An upbeat sound
that stays up on the charts.
It's a new cut of the best
of the Bee Gees.” (voice
over)

167-377 3. Cut to M.S. of 3. **Plus this once-in-
announcer holding two a-lifetime offer .. .”’

tickets. -
25
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To present the ad alone, students should:

1.
2.

8.
9.
10.

Prepare all props carefully,

Design placement and arrangement in relation to the cameras
and mike.

Plan and prepare one or two graphics for camera transitions (a
12° x 16" card with vital information or related image).

Select colors and print size for camera effectiveness.

Ask about procedures beforehand if slides are part of the pre-
sentation,

Tape the sound bed and time it to the script.

Check camera, mike, light position before speaking *“‘on the
air.”’

Watch for studio commands.
Know your lines; be convincing.
Be part of the show; ler the audience see the voice.

To present a skit, with a cast, students should observe all of the above
procedures, plus the following:

1.

Unit

Arrange all set pieces, backdrops, and props to fit stage space
within camera and microphone range.

Rehearse the movement, within a similar space, before the
presentation,

Think about simple, appropriate costume.

Remember the limitations of studio space, equipment, and
technical assistance.

Two—News Story: Informaiion Please—Five Ws and One H

**The biggest heist of the 1970s never made it on the five o'clock
news. The biggest heist of the 1970s was the five o’clock news.
The salesmen took it. They t~ok it away from the journalists,
slowly, patiently, gradually, and with such finesse that nobody
noticed it until it was too late."' Ron Powers

The average American wants to hear about three things: the who, the
new, the now. In his book. Journalism in America: An Introduction
to the News Media (1976), Thomas Berry’s description of what is news
supports these three aspects. According to Berry, the three most vital
characteristcs of the news are that it be:

relevant —having some impact on the life of the audience:
the “‘who"’

unusual—something big, different from the norm: the *‘new”’
current—happening at the moment: the “‘now’’

26



Broadcast news stories most frequently concern controversy or con-
flict, novelty, politics, progress, and people. This statement can be
verified by tuning in to any current aews program.

Marshall McLuhan's *‘global village’ is a reality. We live in a world
where information about events from any corner of the globe can
reach us in minutes. The gathering. rsporting, and transmission of that
information has become a multimillion-doliar business. This news
conglomerate includes computers, satellites, and teleccommunication
systems. Cost, competition, and technology are rapidly changing the
face of the profession.

Dismay is the rcaction of many seasoned newscasters to recent
trends in broadcast news. In the capital city area of New York State
(Albany, Schenectady, Troy), in 1979, only five of twenty-three
stations broadcasting ncws actually maintained a news division and a
news team (WGY, WROW, WQBK, WPTR, WTRY). Most local
stations simply clipped, rewrote, and repeated newspaper and wire-
service reports. In that same year, ABC network placed an enter-
tainment program director in charge of news. Serious broadcast jour-
nalists decried this obvious bow to rating systems and advertising
dollars. B 1t for many network officials, form became more important
than cont :nt.

The outcry is worth noting, but so is the exception to the rule.
Waiter Cronkite’s reign as number-one newscaster in America
spanned more than a decade. A study of his journalism background,
fastidious preparation, and professional performance indicates why.
Cronkite combined the necessary qualities of trained newscaster and
practiced public commentator. The CBS anchorman was unquestion-
ably an opinion leader in millions of American homes because of his
personal integrity, his research and writing abilities, and his oral -
communication skills. Not all journalists have network money to back
them, or a worldwide staff to keep them informed. However, by
observing and cultivating Cronkite’s three basic qualities, almost
anyone can become an effective newscaster.

The components of successful news writing are often diagrasied in
the form of an inverted pyramid:

Reporters’ news gathering is based on five Ws and one H: Who,
What, When, Where, Why, and How, A good headline will emphasize
ohichever of these elemen’s is most important in any given story. The
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most cruci? events appear in the first paragraph; in fact, they often
appear in 1 .se first sentence or two. The supplementary or supporting
information follows, and the least important information is left for
the end. Often, the story ends abruptly.

The content of a good news story may be schematized in the
following manner:

Who said something?
did something?
had something happen to them?
Who may be a single person (Mary Smith), a
member of a group (students, Ford Motor Co.),
an animal (elephant, dog).

What has the Who said or done?
has been discovered?
has happened?

When did it happen?

dateline before the lead sentence

date of the paper (if no date given)

date-time or reference such as today, yesterday,
last month

indefinite: ‘‘recently’’

Where did it happen?
city where paper is published (if no city is given)
the country, state, city where the event took
place

neighborhood, street (if important specific
locale)
Why did it happen; i.e., what is the reason for the

action or statement?
not always clearly stated
sometimes avoided
sometimes not known: ‘‘Relatives would not
disclose . . ."’, *“‘No motive has yet been
determined ., ,”

How did it happen?
the manner in which it occurred
the way something was done
often difficult to explain—does not appear in
every story

Broadcast journalism is based on the same basic principles as print
journalism. The major distinctions lie in compression and style.
Broadcast news is necessarily more compressed, because each story is
hetween two and three minutes in length. The overall style must differ,

28
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because broadcast news is orally delivered, not written for leisurely
reading. Because the message must be instantly understood, crisp,
clear statements with concrete details are essential. The language
should be kept personal, and the sentences concise.

Exercises

1. Have students clip the following items from a credible local

newspaper, or a respected national one:

news story

news release

feature article

report (financial, educational, weather, etc.)

editorial

columnist

review
Instruct them to attach each item to a blank sheet of paper,
and to list on the paper their analysis of the item’s format.
Components to look for include source, headline, organization
of information, predominance of fact or opinion, style, etc.

2. Ask students to choose a current news event and treat it in the
following manner:
Locate a report on this event in a least two different sources—
national paper, local paper, trade paper, popular magazine.
Compare: the placement of the story
the headlines
the facts given
the sources cited
the inferences made
Rewrite the news story as you believe it should be reperted.

3. Once students have completed exercise #2, have them listen to a
news story about the same event on a local and/or network
television news station, and compare their own written version,
They should then reword their copy in language to be spoken
rather than read.

Procedures

A. Assignment
1. Students should write an original two- to three-minute
news story, to be rehearsed and presented before the TV
camera.
B. Copy Hints
Provide students with the followiny guidelines:
1. Capture attention with the lead. Stress whatever made the
event news.
Restrict each sentence to one main idea.
Write clean, clear statements with concrete details.

29
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Put the subject (event, person) first in most statements.
(;hoose strong, active verbs. Passive voice is weak, impre-
cise.
Avoid complicated constructions. The message must be
instantly intelligible.
Stick to the facts. Be accurate.
Give the source of the information.
Include direct quotes when possible.
Set and respect time limits. News shows have strict time
frames.
C. On-Camera Comments
The following advice on delivering the news story in front of the
camera should help students with this phase of the assignment;:
1. Be brief. Be bright. Be serious.
2. Prepare your copy. Cut sentences into meaningful phrases.
Mark words which require emphasis.
3. Create a mood with your voice and facial expression:
tragic, factual, humorous.
Know your copy. Use notes only as references. Never
‘‘read at’’ the audience.
Cultivate a steady, modulated voice tone.
Put energy and personality into the report.
Talk directly to the audience, the cameraperson.
Be alert for studio commands.
Practice smooth, natural transitions.

el
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Unit Three—Editorials: From My Point of View

““It ain’t so much what they don’t know that bothers me, but
what they do know that ain't so.”” Mark Twain

‘A news story gives you information. It lets you decide what
you think about it.

“An editorial gives you an argument, in the sense that ‘to
argue’ means ‘to give reasons for or against.’ "’

Ruth Smith and Barbara Michalak present the above crucial delinea-
tion in their book, How to Read Your Newspaper (1970). Unfortu-
nately, in some areas of broadcast journalism this distinction between
fact aad opinion, between evidence and inference, is not always clear.
(Mobil Oil’s attempt to justify windfall profits is a classic example.)
The editorial commentary, often placed at the end of a local newscast,
represents the best professional approach to a clear separation of news
and editorial opinion.

The editorial page of a newspaper often indicates that publication’s
political, social, and moral stand on key issues. Today, newspaper
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conglomerates sharply curtail the number of local independent
papers. Consequently, independent opinions or editorial stances have
also diminished in number. The opinions proffered are now the voice
of the *Hearst Chain,”’ for example. Advertising causes this phenom-
enon. In print and in broadcast journalism, national sponsors such as
Sears Roebuck, McDonald’s, and Exxon select the print or electronic
medium which provides the largest consumer audience. 1f the editor or
program director presents a strong or myopic position on an issue,
audience retaliation may be swift and costly. Some companies,
however, use controversial or even adverse opinions as a promotion
technique.

Either way, editorials directly address the reader or listener, taking
a positive or negative stand in relation to a specific issue. The issue
may be local, national, or international, and usually grows out
of some major news event. The network broadcast format of *‘60
Minutes’’ (in which Shana Alexander and James Kilpatrick became
famous sparring partners) clearly demonstrates the debate or argu-
ment approach to editorial commentary. All local broadcasts, offer-
ing even a brief editorial commentary, are subject to the FCC *‘equal
time clause” regulation, which stipulates that equal time must be
given to opposing viewpoints. Distinguishing between bias and truth,
to determine one’s own stand on an issue, requires integrity. Such
critical listening also demands an undesstanding of four important
terms: fact, observation, inference, and judgment.

A fact exists. Be